Dance Dramaturgy: Modes of Agency, Awareness and Engagement is a collection of essays on the subject of dance dramaturgy, edited by Pil Hansen and Darcey Callison, with contributions from ten international writers. In his preface to the volume, Callison explains that the motivation for the book grew from the editors' observation that there had been a "lack of substantive writing in the fi eld" (xi). Th ere was therefore "a need to provide scholars, dramaturgs, and students with theoretical points of departure, contemporary refl ections, and case studies that illuminate dramaturgical practices specifi c to dance" (xii). It is fair to say that a volume with a focus on theorizing dance dramaturgy has been some time in coming, and it is noteworthy that this is the fi rst academic anthology (in English) dedicated to dramaturgy in dance.
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1 Yet, a discourse is now emerging, and the timely publication of Dance Dramaturgy off ers a helpful opportunity to take stock of the key themes that have emerged and, as Hansen remarks in her introduction, make a "step towards fresh proposals" (2). Th e individual contributors, Hansen posits, have challenged and broken through the limitations of the existing discourse; one such limitation being the "tropes of anxiety" that have "dominated the discussion of dance dramaturgy" (1-2). Th e genesis of this anxiety is complex, but it can be partially attributed to concerns about the role and politics of the dramaturg. Hansen's introduction gives a precise overview of how and why this anxiety has emerged, and her analysis inadvertently reveals how this anxiety has also served the positive purpose of inviting a deconstruction of the assumptions surrounding dramaturgy and dramaturgs. It therefore makes good sense to frame Dance Dramaturgy by referring to this trope with a view to "mov[ing] forward through refl ection upon a broader spectrum of advanced practices" (3). Dance Dramaturgy therefore affi rms and supports the positive development underway in the discourse where the focus is no longer on explaining in a generic sense what a dramaturg is or does but rather turning attention to the dramaturgy (or dramaturgies) of process, collaboration, and creative methodologies. While Dance Dramaturgy's content can at times fi xate on "the dramaturg," it does also set out a new direction in that the chapters on the dramaturg are, at their best, less concerned with introducing what dramaturgs do and more interested in the "dramaturgical" as a lens and framework for wider discussions about process, collaboration, and creativity. Th e "dramaturgical" can therefore be interpreted as a way of looking and being aware within the process. As Hansen remarks, "such a focus on awareness can distribute dramaturgical agency and responsibility among collaborators and spectators, or | VIEWS AND REVIEWS embed it in a task-based system of dance generation" (1-2). In other words, dramaturgy is the responsibility of everybody.
Dance Dramaturgy includes nine chapters which the editors have organized into three sections: "Agency," "Awareness," and "Engagement." Th e decision to group the anthology's chapters accordingly makes good sense as the reader's attention is drawn to the wider concepts that underpin and connect the discussions. Th e fi rst section's contributions theorize and address the dramaturg's role and work; the second section shifts the focus to dramaturgical awareness in creative processes and practical methodologies. Here dramaturgy is, as Hansen writes, "less directly associated with the fi gure of the dramaturg" (16). Th e third and fi nal section includes practical case studies from dramaturgs together with a chapter on dramaturgy in relation to curatorial practices and social context. If the chapters in the fi rst two sections, "Agency" and "Awareness," have common themes and share a discourse, the third section can on the surface appear less cohesive. However, here "Engagement" makes good sense as a heading because a commonality among the chapters is that they deal with content, real contexts, and audiences.
Agency
Bojana Bauer's "Propensity: Pragmatics and Functions of Dramaturgy in Contemporary Dance" seeks to "locate the dramaturg as a subject in the creative process" (31). Bauer refl ects on the development of the dance dramaturgy discourse and practice with a view to challenging the assumption that the dramaturg be a "mediator at the centre of the tired theory/practice dichotomy" (31). Using two diff erent collaborations as examples (André Lepecki's collaboration with Meg Stuart and Laurent Pichaud's collaboration with Deborah Hay), Bauer argues for dramaturgy as a practice of pragmatics. While some may take issue with the argument that theory/ practice is still a prevalent dichotomy, Bauer off ers an interesting deconstruction and analysis of dramaturgical processes.
Similarly, André Lepecki's "Errancy as Work: Seven Strewn Notes for Dance Dramaturgy" examines some of the assumptions that accompany the position of the dance dramaturg. One such assumption is tied to what Lepecki calls "the question of knowing" (53). Th e claim or perhaps expectation of "knowledge" is particularly problematic or paradoxical when it comes to dance practice as the work is from the start "oddly unscripted" (52). Lepecki suggests, "[A]s soon as someone occupies the position of the dramaturg, that someone is immediately placed in that diffi cult position of being a 'subject who is supposed to know'" (52). If this sounds like a return to the "tropes of anxiety," Lepecki's multivalent examination of the predicament of the dramaturg opens up wider and more fundamental questions about the politics and complexity of role in collaborations.
Th e dramaturg's role is also the starting point for Maaike Bleeker's "Th inking No-One's Th ought." Ideas and concepts from Gilles Deleuze and Felix Guattari and Hubert Damisch, among others, underpin Bleeker's interpretation of the dramaturg's work and collaborative role; however, as she remarks, dramaturgical thinking (or work) is "not exclusive to dramaturgs" (69). While the dramaturg is the spine for the discussion, Bleeker digs deeper with a view to thinking through the nature of creativity and articulating the nature of "a dramaturgical mode of looking" (69).
Bleeker performs the diffi cult manoeuvre of mapping dramaturgical thinking onto the process of creativity, the process of devising movement, and dance performance. But more than this, Bleeker is concerned with the kind of thinking that happens within a collaborative and creative process, "argu [ing] for an understanding of thought in terms of sets of relationships that are materialized in a creation" (70). Some may be troubled by the fact that Bleeker's discussion does not refer to practical examples, arguably taking as its point of departure a more general and theoretical understanding of "the dramaturg." However, Bleeker's approach seems appropriate as she seeks to articulate general concepts and processes derived from a process of dramaturgical thinking.
Awareness
In "Distributed Dramaturgies: Navigating with Boundary Objects," Freya Vass-Rhee refl ects on her work as dramaturgical and production assistant with the Germany-based Forsythe Company. Vass-Rhee off ers interesting insight into the ways in which the dancers, choreographer, and collaborators source, generate, and develop the dramaturgy of their pieces. She draws a complex picture of the dramaturg's role within dance, and the chapter becomes a refreshing counternarrative to the sometimes idealizing vision of the dramaturg as someone who always facilitates collaboration and maintains an objective and complete overview of the whole piece. Rather, as Vass-Rhee's honest account shows, the dramaturg does not always know more about the piece and its direction than the dancers or choreographer. Indeed, the tasks and role of the dramaturg shift depending on the needs of the process and piece. If dance dramaturgy, as Lepecki puts it, "must always remember that each new piece demands its specifi c new methods and modes" (61), then Vass-Rhee's account demonstrates that one becomes the kind of dramaturg that the given process calls for.
Vida L. Midgelow's "Improvisation Practices and Dramaturgical Consciousness: A Workshop" elaborates "dramaturgical thinking" as a generative framework through a discussion of her own practice as a dancer, workshop facilitator, and choreographer. Midgelow considers dramaturgy to be a critical practice and perspective that need not be dependent on the presence of the dramaturg. Focusing on what she calls "dramaturgical consciousness," Midgelow advocates for the "dramaturgically aware improviser," a performer and improviser who takes responsibility for her own dramaturgy (111). It is thought provoking to see dramaturgy applied to a performer's process, and the chapter will be particularly relevant to those with an interest in improvisational practices. Pil Hansen's "Th e Dramaturgy of Performance Generating Systems" presents an innovative way to generate material in dance performance. With points of departure in the cognitive framework of dynamic system theory and the Acts of Memory research project, Hansen also demonstrates that the process is, in itself, a form of research and a mode of investigation that can yield new understandings of a subject or topic. An inspiring and important conclusion one can draw from the chapter is that creating systems for generating performance material is in itself a highly dramaturgical task, and to this end, Hansen argues that dramaturgy can be understood as "a collection of creative strategies and principles that can facilitate creation processes, composition and audience perception" (124). ctr 167 summer 2016
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Engagement
In "Field Notes: In the Studio with Ralph Lemon and Donald Byrd," Katherine Profeta and Th omas F. DeFrantz recount their individual dramaturgical collaboration with these two artists respectively. Th e chapter is an interesting counterpoint to some of Dance Dramaturgy 's more theoretical discussions in that it is entirely based on actual collaborations with choreographers. Th e two writers off er real insight into what a dramaturg may do in practice and provide honest discussion about the interpersonal dynamics between choreographer and dramaturg. Th e impression one is left with from Profeta's and DeFrantz's very entertaining accounts of their specifi c collaborations is that the dramaturg is not a depersonalized or abstract role but, as DeFrantz puts it, a person with a strong "desire to create art and communication that can be shared with audiences to enliven social relationships" (162). Nanako Nakajima's "Dance Dramaturgy as a Process of Learning: koosil-ja's mech [a] OUTPUT" provides a timely reminder that non-Western performance practices are somewhat overlooked within the dance dramaturgy discourse. Nakajima off ers an account of her collaboration as dramaturg with koosilja, an experimental choreographer, in 2007 where her role was, among other things, to "help her read original Noh texts and examine Noh principles" (166). As she puts it, her task was to help translate "a traditional Noh performer's movement vocabulary into koosil-ja's postmodern dance vocabulary" (167). Nakajima's case study is a good reminder that the dramaturg carries a kind of knowledge that is not always of the intellectual kind. As Nakajima observes, her skills as dramaturg with koosil-ja is "a form of technê that is based on my internalized sensory knowledge of traditional Japanese theatre" (173) .
Th e anthology's diverse range of approaches refl ects the individual writers' practice, interests, and experiences, as well as the fact that "dramaturgy" has become an expanded term that is now being applied within a number of contexts, situations, and practices. Th is elasticity is evident in Bonnie Brooks's "Dance Presenting and Dramaturgy." Drawing on her own experience as curator, as well as the accounts of others, Brooks refl ects on the process of curating, presenting, and producing dance, particularly within a North American context. Brooks fi nds a productive use for the term "dramaturgy" when it comes to refl ecting on dance presenting and proposes: "If dramaturgy is about the facilitation of ideas and the shaping of those ideas into meaningful content, then the presentation of art in social context is dramaturgical" (184).
Dance Dramaturgy: Modes of Agency, Awareness and Engagement is a timely, long-awaited, and welcome contribution to the emerging discourse on dance dramaturgy. I was, however, also left with questions. Th e editors remark that dance dramaturgy discourse has often been circular (1), and in many respects, Dance Dramaturgy attempts to push beyond this, though I am not sure if it succeeds entirely. As mentioned, Dance Dramaturgy does set out a new direction, but it also reiterates what I see as a privileging of the dramaturg as the position from which to initially locate the conversation about dance dramaturgy. Are there other starting points that might produce a diff erent set of questions, perspectives, and lines of inquiry? It may be a somewhat unfair point of criticism, but there can be a tendency for some of the contributions to refer to the same texts and research on dramaturgy, and this can at times give the impression that dance dramaturgy revolves around only a few central issues and as a result the discourse closes in on itself a bit. My point is that the privileging of the dramaturg and citing the same discussions contribute to the sense of circularity, and one begins to wonder what other questions, dramaturgical procedures, and content may be pressing when we talk about dance dramaturgy in the twenty-fi rst century. Th at being said, it is no exaggeration that the publication of Dance Dramaturgy is the consolidation and cementation of a dance dramaturgy discourse and will likely become an important reference point for future publications.
